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Ex. 4. Ten Concert Studies for Piano (1957), first Etude, bars 1-10.

GRAZYNA BACEWICZ
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In the last phase of her composmonal output, i.e., from 150U, g y

at times forcefulness of her rhythmic patterns is replaced by a greater rhythmic

fluidity. Aitl b th . o of the rhyvthmic material remains the same,
flutdity. Aithough the general natuis Ui 4% 2570

: i a-metric.
the patterns are shorter, more yaried, more asymmetrical and
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Ex. 5. In Una Parte (1967), bars 7-11.

poco aceel.

- —
n
3
N

v\

>

& £ 2 1{_.5 - . £ A

£ ££ ~E ' E = t E
o £ EE =E = =

[\

N{
I
-
t
1
{
P
K]
&
S
|

&
o
H
LY
K
1% &
3
H
K
j ,
i

)
J

e
1L
M

L3

S
T
NITT,

Ye4

F
2 ¥
.C;l..b. o T 2
nswv "V.fp F3 2 . v _
; =t
fg’I,I J y ~ conzn Smed Y -
—) ; e
I8E= : : = T 1 R om——
o 5 - ~ LI === i =
Cl JUBLE = === : :

& [

N\ ——— \ e -

DOco 8 pocto crese. ' A SN T
tmt ++ f [‘—i g J)o—go a poco crose.
y PP =4 —
cel i rd 5 Eﬁ e

- v
I n v 2 5 = =
o T
|4 cresc.
R = —
mf

Y
Poco a poco cresc. n Cmp TV ==—= : =

o =
; i —Fe—o—1—t

F— + a7

o

¢ L

Ve =25 A 1 7 Y e | cexem RS , e+ =,
div — senza 207 SEESTE A S A

—— —_—=
. e —_
\__ -
Cb i . % %
div — O - - —— = -
>

e —————— v D]




116
1.3 Melody

Her melodic material is a synthesis of Polish folk melodic characteristics and the

scalic and arpeggio figures of Baroque string writing. Folk characteristics are

— manifested in the use of ostinati, pedal points, static pitch centres and a

predilection for smaller intervals. Scalic and arpeggio figures are largely

constructed of the intervals of the second or the third and variations of

chromatic scale are used frequently as principal or secondary thematic material.

Although her melodic material is distinct and individual, it is limited in range and

scope. Furthermore, motivic developmental processes are replaced by an ongoing

timbral variation of material.

In her later compositions this lack ot me i i isti

the transformation of background material into foreground melodic material,

often as vehicles for instrumental virtuosity. In the_String Quartet no. 7 (1965),

melodic material consists almost exclusively of ostinati, dense static clusters,

22008238235

'~<
U'

chromatic scales and pedal points, punctuaie

percussive chords.

“Bacewicz's tendency is to understate and control her lyricism, which

se of the music’s restrained power. That

jstently throughout her- musical———————————

aintaining a definite

T2 bmannme 7% COPY

helghtensjor the lisi€ener a s€N

similar features may be discovered consi
th her strengths (in creating and m
through remarkable technical gifts)

output suggests bo
personal style honed and perfected
and her limitations. The latter include
xperimentation and a refine
ense of imagination.”

a certain conservatism, a wariness

ment of intellectual clarity

of risk-taking and e

and conviction at, perhaps, the exp

3. Greenwood

> Zaimont, J.L. The Musical Woman. An International Perspective. 1983.

Press. 1984, p. 120.
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1.4 Harmony

The composer's harmonic style is characterised by a fully chromatic syntax. In the

greater part of her compositional output this chromaticism is grounded by pitch

centres in the form of pedal points and ostinati. In these works she maintains an

interplay between these two aspects of her st tyle to create areas of greater or

lesser harmonic tension in her music. In this way phrases are articulated and

sectional contrast is underlined.

Her works after 1960 are characterised by a more succinct and concentrated style,
coupled with a greater emphasis on dissonant, linear counterpoint. Ail tweive

tones of the chromatic scale are used to create melodic material, with far less

interplay between co i nce. In Pensieri Notturni pitch centres

are still used in isolated sections to underline contrast and even articulate sound
nnnnnnnnn 70 ‘11'
A i

events. However, these articulatory functions are used progressive

later works. In these works ostinati, pedal points and repetitive-note figures are

Fanma.._ N

nts are articulated
featured in fayered tex ulated tones. Sound eve

through textural contrast and through glissandi and single chords between

contrapuntal lines.

ic i isti ost
The general contrapuntal nature of her music is characteristic of mos
«. vr* L £

. = =5 n 1.
neo-classical works. The music of Bohuslav Martinu and Paul Hindemiti 101

instance, share similar poiyphonic, contrapuntal textures.

ual in its presentation of similar and contrasting

However, her music is individ
d in multi-layered textures. Her

—thematic material, superimposed and juxtapose

. .  ces
music shows a steady progressxon from the polyphonic practic e
fFrar s, to a more individual

Classical forms in the work ner

of Baroque and

three nerlod

17
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contrapuntal style in her later works. These last works are characterised by a

ardicom mmd m cmmsa Ammasota
iure and a more consistent

The works of her earlier three periods are characterised by juxtapositions between

chordal and contrapuntal textures. In her later works, there is a more integrated

hasis on timbral sonorities and the interplay between
various instrumental groups. Textural contrast in these works therefore has a

timbral function. Layered ostinati and layered pedal points, free scalic and

arpeggio passages and chordal clusters are scored for contrasting string,

woodwind groups and single percussion instruments. This material is constantly

superimposed and juxtaposed in a free and more consistent polyphonic interp

of material. (See examples 1 and 5 pages 111 and 118).

1.6 Form

usic before 1960 is characterised by classical forms, in

a-rondo form. However, her application of these
ntrasting themes to

The formal design of her m
d sonat

forms is individual. She fully exploits the use of pairs of co

effect an interplay of material, underlined by timbral contrast. These contrasting

themes also articulate the sectional, periodic and phrase structure of her music.

However, the traditional development section of sonata form is replaced rather by

Raiv va Qe iRAAES

an ongoing rhythmic transformation ial. pitulation sections

can contain exact restatement of material, these final sections often contain new

n is thus characterised by a cons

and derived material. Her formal desig
esented simultaneously.

varying syntax in which derived and new material is pr

In the music after 1960, thematic dialogue is replaced by a collage of multiple

s cast in contrasting instrumental sonorities. A

melodic and rhythmic pattern

erial is replaced by a continuous

process of rhythmic transformation of mat
rtheless clearly defined by

timbral variation of material. Sectional contrast is neve




ound in her earlier

Biins 212 222 whiaaiss

juxtaposition of material and under lined
works. The accent on timbral definition and timbral contrast of material in her

later works creates the formation of clearly-defined sound events. These are

articulated in various ways, depending on the nature of the melodic and rhythmic

econdary articulating features always underline

material within sound events.

these structural units. These occur as glissandi, rests and single percussive

chords between sound events. Fluctuations in tempi in some sections further

underline sound events.

Conclusion

W@Wﬂwl style throughout her

compositional output. Her stylistic vernacular remains largely stable

throughout the first three periods of her compositional career. She nevertheless

always regarded herself as a progressive composer in the se
revious compositions.

nse that she felt she

ld ateirncre trmeneass
13 a1ways uupluve on e

umstance. The social and political

In many respects she was a victim of circ
She nevertheless

climate in Poland was not conducive to expenmentatlon

er craft to produce a highly individual style. The political

climate changed quite dramatically at 2 1WWM

re refined, distilled and crystallised. It is a

these last compositions, her style is mo

tinue along this new path in this .

her career.
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